limited to the Carolingian era, until the crises of succession to the throne of France that led to the rise of the Valois lineage and the exclusion of women from royal succession in the early fourteenth century. 3 Meanwhile, medieval Occitan literature of the same era features many adulterous aristocratic women who do not suffer accusation. In troubadour vidas and razos, love triangles between the poet, the lady and her husband are occasionally violent but never lead to formal, legal punishment. 4 Adultery was no more condoned in Occitan-speaking regions than further north, but it has been argued recently by Otis-Cour that legal codes issued to deal with cases of adultery were comparatively lenient. 5 There is a difference between the treatment of ordinary wives and that of women in prominent political positions for whom adultery equated with treason, but it is striking that in Otis-Cour's account, much confessional and secular legislation (especially in Southern France) suggests that displaying contrition, paying fines or even running away sufficed to erase an accusation. 6 The lack of 'adulterous' and 'accused' queens in Occitan literature may indicate a cultural difference.
It is interesting, therefore, to examine a translation into a hybrid French-Occitan vernacular of a narrative in which an adulterous and regicidal queen who is also a mother ', Tenso, 26.1-2 (2011), 16-29 (pp.26-7) , and Leah Otis-Cour, '"De jure novo": Dealing with Adultery in the Fifteenth-Century Toulousain ', Speculum, 84 (2009), 347-92 (pp.352-4, n.24 Pseudo-Turpin Chronicle in Occitan (ff.1-12v), Pseudo-Turpin Chronicle in Latin (ff.13-21). While the content of the two surviving copies is near-identical (5005B is slightly longer), they exhibit marked differences in spelling and to a lesser extent in lexis, indicating that fr.
5714 was copied by a scribe whose French had more Occitan interference than 5005B:
Fredegundis estet molt bela reina, e engigniosa e avostressa. Landerix estet molt adonques prisez en la cite lo rei, le quau la reina amot molt de luxuriosa amor. (fr. 5714, fol.18, col.1) Fredegunde esteit molt bele roine, e engignose. e auostresse. Landerix si esteit a cel tens molt prisez en la cort lo roi. Lo quel la roine amot molt. de luxuriose amor. (Bourdillon, p.38, from 5005B).
The two texts diverge in the same way from their source. In this example, both omit the description of Landeric as 'the mayor of the palace, a clever and helpful man': 17 The manuscript is paginated. My thanks to Caronwen Samuel at the National Library of Wales for this information. Pizarro's study of the narrative devices of early medieval historians has also drawn attention to the LHF as a well-crafted work. Pizarro concludes that the tendency to build narratives from anecdotes, creating a 'broken scene-to-scene rhythm', owes more to oral narrative than to classical models. He describes the LHF's narrative style as 'clumsy, childish prose', supporting an effective and vivid technique in which narrative proceeds as 'a chain of scenes', located firmly in time and space.
28 Self-contained stories are presented with condensed dialogue and gesture, and objects introduced sparingly, to the point that (as will be discussed below) such texts appear to place gaps where the reader might expect explanations of motive or significance. 29 These features are preserved in the thirteenth-century translation. The translation changes only a few details of its source. Notably, the murderers are changed from a pair of drunken henchmen ('emissae homicidae inebriati a vino a Fredegunde') to two young minstrels ('dui ioenceu iogleor envoie de Fredegunt'). While their actions remain the same, the scene loses some of its sinister quality, arguably making the king's death less shameful. The most significant divergence from the source in one of the two manuscripts is the change of target for the king's stick in 5005B from Fredegund's buttocks Fredegund's fertile, adulterous body (its potential for producing illegitimate offspring), and focuses attention on the shoulders. In so doing, it may be that 5005B scribe subtly downplays
Fredegund's crime, on the understanding that, to quote McCracken, 'the integrity of the queen's body symbolizes the integrity of the king's sovereignty'. 35 By shifting the king's blow from gendered pelvis to un-gendered shoulders, the king's own authority is less affected by her inadvertent revelation of her association of such a touch with Landeric. As a result, the lovers' murder of him is an attack on a king whose prestige is less compromised than in the Latin source. Such a small but telling shift may strengthen the case for comparing the narrative with the troubadour vidas and razos, a genre that was thriving in the mid-thirteenth century, when Tote listoire de France was composed.
The razo is an adjunct to the troubadour vida, a short biography. Both are short narrative texts in Occitan prose, and both are exclusively preserved inside compilations of troubadour poetry. Both vida and razo frame poems by providing them with historicized context and motivation. They embed lyric poetry in the localized biographies of poets and their patrons, and it is likely that they were declaimed alongside troubadour lyric poems.
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The genre flourished in Lombardy and the Veneto in the mid-to-late thirteenth century, but its earliest practitioners are troubadours of the thirteenth century, chief among them Uc de Saint- Raimbaut, because he could look at Na Beatrix whenever he wished, as long as she was inside her chamber, through a small barred window. It meant that nobody noticed it. One day, the Marquis went out hunting, and he came into the chamber and placed his sword beside a bed, and went back outside. My lady Beatrix stayed inside the chamber, removed her surcote and kept her tunic on. She took the sword and attached round her waist, like a knight. She pulled it out of its scabbard and raised it in the air, then she took it in her hand and she drew it over her arm on one side, and on top of her shoulder on the other. She put it back into the scabbard, unbelted it, and placed it back beside the bed. En Raimbaut saw everything I have told you through the barred window, and because of that he always called her Handsome Knight in his love songs.
[After introducing the song, the razo continues, 'E fo cresut q'elle li volgues ben per amor'
(It was thought that she wished him well out of love)]. This razo is an example of condensed but evocative writing on the themes of looking and knowing. 40 It glosses the senhal by providing a complex erotic drama between its three protagonists, deliberately omitting key information and thereby provoking many questions. Is
Beatrix aware that Raimbaut regularly spies on her in her chamber, 'sa chambra'? If she does, then her gestures are meant for him. If she does not, then the lover is intruding on gestures that are purely meant for her gratification. Each option offers a potential narrative effect. One is predicated on the admiration for the lady's cunning. The other makes her the unwitting participant in a voyeuristic game between the poet and his audience. How, then, does Raimbaut's senhal work for Beatrix? Does it try to signal in his songs that he has gained secret knowledge about his lady, or is it a coded gesture of love that only she can understand?
The audience believe thereafter that Beatrix merely 'wished him well out of love'. There is no hint of a scandal.
Moving beyond narrative effect to the protagonists' motivation, does Beatrix's selfknighting have anything to do with the fact that Raimbaut has just been knighted by her brother? A further twist in this subtle vignette lies in the identity of the sword's true owner.
The razo names him as 'lo marqes', who must therefore correspond to Beatrix's brother, the 'marques Bonifaci', and not to her husband. Why, then, does her brother (the marquis) leave his sword in his sister's chamber, a room that contains more than one bed (he leaves the sword 'a costa d'un leit', beside a bed, not the bed), but where she can strip and play with a sword and scabbard without risking discovery? Readers might surmise that the scenario the woman is placed in the role of passive, observed victim (as Burgwinkle suggests, 'she is the place at which the male desires intersect'). 41 The first and second possible interpretations accord Beatrix the agency that she deploys in this tale, and make Raimbaut the victim of the bonding strategies between brother and sister, who are both his patrons. If there are several beds in the chamber and the sword is originally placed beside one of them, the scene is intimate and voyeuristic, but not adulterous. Beatrix's appropriation of the sword, the key emblem of masculine power and prestige, is twofold. First she belittles it by strapping it to her undressed (and therefore visibly female) body, then brandishing the sword in the air, a gesture possible only for an experienced and strong warrior -or a minstrel. Next, she performs her own version of the marquis's dubbing ceremony on herself. Whatever she is doing, it does not involve rejecting her husband's authority, as she is neither in his bedchamber nor in his presence. Arguably, she is both emulating and enacting the marquis's love for Raimbaut, conflating male and female patrons. Beatrix is mute but eloquent in the razo. Her secret gestures are not glossed by her own words. Rather, Raimbaut designates her as Bel Cavalier forever afterwards as the only verbal, public expression that is permissible for their complex drama.
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Returning to Tote listoire, both tales stage an erotic scene enacted when a woman thinks that she is alone because the male authority figure (her husband the king, her brother the marquis) is out hunting. Both stage the unexpected return and then departure of that third party. Both focus the erotic drama on gestures that are shared by lovers inside the intimate but not necessarily private space of the woman's chamber. In both, the lover is absent from the scene: Raimbaut is looking into the room in secret, and Landeric is not there. The royal couple's chamber, where Fredegund washes her hair and can expect both her husband and her 41 Burgwinkle, Love for Sale, p.190. 42 Burgwinkle, Love for Sale, lover to enter unannounced, is borrowed from the Latin text in the LHF, 'in camera palacii'.
Beatrix and her brother appear to share a similar open-yet-intimate space that is characterized by its notional invisibility to prying eyes. In both stories, a woman's secret is revealed within her allotted intimate space within a household.
43
In both narratives, the woman's body receives the symbolic touch of an object.
Beatrix uses the familiar movements of the ritual of dubbing a knight, by presenting herself dressed only in a tunic to have the sword belt and scabbard strapped to her waist. She enacts her brother's gestures as well as Raimbaut's, in that she both gives and puts on the sword and scabbard, and then she both inflicts and receives the blows of the sword on her shoulders.
More opaquely, Fredegund feels the blow of a stick on her buttocks (or shoulders) while she has her head down, and assumes that it is a gesture performed by her lover Landeric, when the stick is in fact wielded by her husband, who is said to love her deeply ('cum amaret eam nimis'):
…illa caput suum abluens aqua in ipsa camara, rex vero retro veniens, eam in natibus suis de fuste percussit. At illa cogitans, quod Landericus esset, ait: "Quae sic facis, Landerice?"
Respiciens sursum viditque, quod rex esset; expavit vehementer. Rex vero nimis tristis effectus, in ipsa venatione perrexit (Krusch, …As she was washing her hair with water inside her own chamber, the king (coming back)
hit her on the buttocks with a stick. Thinking that this was Landeric, she said: "Why are you doing that, Landeric?" Looking up and seeing that it was the king, she was terrified. The king, deeply saddened by this, returned to his hunt.
When she feels the blow of the stick, Fredegund betrays her secret by crying out, 'Porque faiz tu co Landeric ?' The narrative, once more, is concise. Her use of the familiar second-person address tu, and the informality of the question, both signal that she is not speaking to Landeric as a queen speaks to a palace official. Only her reaction is given, not the king's. She looks up ('reguardans sus'), recognizes her husband, and she feels fear. In this instance, she is not 'the place where the male desires intersect', as Burgwinkle described Beatrix. Far from it, as it appears to be her own desire that is inadvertently intersecting with her husband's. The narrator works in miniature once more by keeping the information about the king's sadness to the following sentence, when he is on the hunt: 'Li reis molt tristes ala chaicer'. The Latin source is identical: the king returns home because he loves his wife and sets back off on his hunt with unspoken sadness in his heart: 'Rex vero nimis tristis effectus, in ipsa venatione perrexit.' Neither the Latin text nor the translation offer any explanation for the king's gesture, nor for why she should assume that it is the work of her lover.
Pizarro argues that Chilperic, dressed for the hunt, is 'using his whip hand' in the sense that he strikes Fredegund as if she were a horse, to symbolize that he is at once her master and her husband. He suggests also that Chilperic's blow 'may even be a pledge of future punishment for infidelity'. 44 The translation preserves Fredegund's insinuation that Chilperic will have the couple tortured (rather than either questioned or killed). Once again, the effect is both abrupt and rich in connotations. Her request for some suggestions in the imperative ('Pensa…') is met by Landeric's terrified admission that he cannot think of anything: the verb far (to do) moves from 'que feras' to the subjunctive ('…que ie fazce'). She then comforts him, once more in the imperative: 'N'aies paor', and proposes her own solution. Two particularly effective details lie in the use of the single adjective enplorant (weeping) to describe Landeric's emotional reaction, omitting the Latin text's depiction of a man who is contrite ('contritu spiritu, commotus lacrimis') and who bitterly regrets having embarked on an affair with the queen. Legally speaking, the LHF exonerates Landeric by demonstrating his contrition, whereas Tote listoire does not. In the translation, Fredegund's lover is neither helpful, clever, nor contrite. He also acquires the office of mayor of the palace after the murder, whereas in the Latin, he is already the most powerful royal official. Thus in the translation, Landeric is the queen's creature rather than her equal.
The vernacular translation plays on its miniaturising tendencies in order to produce a well-crafted, well-framed anecdote. It displays the same sparing use of mise-en-scène, psychological motivation, and props as in the troubadour razo, in order to produce a similar effect of condensed emotional intensity. As with the razo, it raises more questions than it can answer, all the better to provoke meaningful debate among its listeners. It also offers condensed narrative in prose, it sets a vivid, erotic tale within an explicit historical frame, and it provides no moralising gloss. The introduction of a pair of minstrels as the queen's henchmen is particularly evocative of troubadour poetry.
Tote listoire was composed in a learned, courtly milieu, in a geographical and linguistic region associated with the earliest known practitioner of troubadour narratives. This and the other observations above suggest that Tote listoire de France forms part of the reception of Latin historical writings within a cultural context that also informed Occitan lyric poetry and its narrative offshoots. It coincides with the rise of prose historiography in
French via this earliest Ps-Turpin translation, which assures its reader in its prologue that 'nus contes rimes n'est verais' (no rhymed tale is true) (fr. 124, fol.1). 47 It is likely that the adventures of an ingenious domna in a remote pre-Capetian past would have found a sympathetic audience on the borders of the Capetian and Plantagenet crowns, but above all, this translation sits on the cusp of divergent literary traditions at their moment of birth.
